

























The Transformation of the Christological Cycle in Byzantine Churches 
and the Iconographic Program of Sveti Nikola in Varoš, Macedonia
Hirofumi SUGAWARA
Abstract
　The aim of this paper is to consider how the elaborate iconographic program of Sveti Nikola in Varoš, Macedo-
nia (1200/1289), was established. It is the artistic tendency of 13th-century Byzantine churches to interpolate new 
images, such as the Ascension to the Cross were interpolated into the existing Passion Cycle.
　This enlargement of the Passion Cycle was already well underway in the middle Byzantine period through lit-
urgy and literature. After the age of Iconoclasm (730–843), the preachers wrote the dramatic and sentimental 
homilies that related to the Passion of the Christ in order to defend His human nature. Such Passion homilies were 
introduced to the liturgy of Passion Week in 11th century and became sources of images relating to the Passion 
such as the Lamentation of the Virgin.
　During the 11th and 12th centuries, the Byzantines took inceasingly more interest in classical Greek literature. 
Christos Paschon (11th - 12th century) was written as an imitation of ancient Greek tragedy, and may have been 
read as a literary study among devotees of the classics. Mystery of the Passion, a practicable scenario of the Pas-
sion play, was written by the 13th century and covered all Passion episodes beginning with the Resurrection of 
Lazarus. These works demonstrate that the story of Christ’s Passion was well popularized out of the context of the 
Church by the 13th century.
　In Byzantium, new imagery had been introduced into literature first, then into art. In light of this picture, it 
could be said that the enlargement of the Passion Cycle in 13th-century churches was brought about popularization 
of the Passion in middle Byzantine era. Painters enlarged the Passion cycle in accordance with the new images to 
dramatize the images impressively. The Passion Cycle in Sveti Nikola can be seen as the culmination of such 
ingenuity of 13th-century and as a major turning point.

























































































































































































































































































































































































































































































































































































































































図 6 図 7







































ある。Б. Бабиќ, “Црквата Свети Никола во село Варош 
(Прилеп),” Споменици за средновековната и поновата 
историја на Македонија, IV, Скопје, 1981, pp. 501-507; P. 
Miljković-Pepek, “Sur la chronologie de l’église de Saint Nico-
las à Varoš près de Prilep,” Studien zum byzantinischen 
Kunstgeschichte, Amsterdam, 1995, pp. 73-84; П. Костова, 
“Симболичното значење на претставата на Христовото 
крштебање во цркбата Свети Никола во Варош, кај Прилеп,” 
Balcanoslavica 26-27 (1999-2000), pp. 39-59. スヴェティ・ニ
コラ聖堂の総合的なモノグラフは未だに出版されていな
いが、プリレプの文化財保存局は同聖堂の詳細なドロー
イングを出版している。Б. Атанасоски, Свети Никола, 
Варош-Прилеп; цртежи на фрески и архитектура, Прилеп, 
2004.
⑵　В. Кораћ, “О Цркви Cветог Николе у Прилепу,” ZbRVizI 










in Byzantine Cappadocia, Washington, D. C., 1986.
⑸　N. Thierry, Nouvelles églises rupestres de Cappadoce: region 
du Hasan Dağ, Paris, 1963, pp. 115-136 (hereafter, Thierry 
(1963)).
⑹　Ibid., pp. 155-173.
⑺　N. Thierry, Haut Moyen-Âge en Cappadoce, vol. 1, Paris, 
1983, pp. 43-57 (hereafter, Thierry (1983)).
⑻　C. Jolivet-Lévy, “Aspects de la relation entre litrugique et 
décor peint à Byzance,” Art, cérémonial et liturgie au Moyen 
Âge (Lausanne-Fribourg 2000), Rome, 2002, pp. 375-398.
⑼　L. Hadermann-Misguish, Kurbinovo; Les fresques de Saint-
George et la peinture byzantine du XIIe siècle, Bruxelles, 1975.
⑽　益田朋幸『ビザンティンの聖堂美術』中央公論社、
2011年、31-132頁。
⑾　Д. Коцо и П. Миљковиќ-Пепек, Манастир, Скопје, 1958.
⑿　Ed. by Χ. Μπακιρζής, Αγίος Νικολάος Ορφανός; οι 
Τοιχογραφίες, Θεσσαλονίκη, 2003.
⒀　K. Weitzmann, “The Origin of Threnos,” in ed. by M. 
Meiss, De artibus opuscula XL, Essays in Honor of Erwin Pan-
ofsky, New York, 1961, pp. 476-491; R. Cormack, “Painting 
after Iconoclasm,” in eds. by A. Bryer and J. Herrin, Icono-
clasm, Birmingham, 1977, pp. 147-164.
⒁　エーリ・タシュ・キリセ北ヴォールト（9世紀末）。
Thierry (1963), p. 59.
⒂　ギョレメ、クルチュラール・キリセ北壁（10世紀中葉）。
J. A. Cave, The Byzantine Wall Paintings of Klçlar Kilise: 
Aspects of Monumental Decoration in Cappadocia, Pennsylva-





11世紀中葉）。W. Epstein, “The Fresco Decoration of the 
Column Churches, Göreme Valley, Cappadocia: Consider-
ation of Their Chronology and Their Models,” CA 29 
(1980/81), pp. 27-45.
⒅　ベリスルマ、バハティン・サマンルーウ・キリセ北壁
ニッチ（10世紀後半）。Thierry (1983), loc. cit.
⒆　チャヴシン、アギオス・ヨアンニス聖堂身廊南壁（7～
8世紀）。Thierry (1983), pp. 59-104.
⒇　Georgii Metropolitae Nicomediensis, Homilia, VIII, PG, t. 
100, cols. 1476D-1477B.
21　レトリックの効果に関しては L. James and R. Webb, “To 
Understand Ultimate Things and Enter Secret Places: Ekph-
rasis and Art in Byzantium,” ArtH 14 (1991), pp. 1-17、図像
への影響は H. Maguire, “The Depiction of Sorrow in Mid-
dle Byzantine Art,” DOP 31 (1977), pp. 123-174; idem., Art 
and Eloquence in Byzantium, Princeton, N. J., 1981を参照さ
れたい。
22　Symeonis Metaphrastae, Oratio in lugubrem lqmentationem 
sanctissimae Deiparae pretiosum corpus Domini nostri Jesu 
Christi amplexantis, PG, t. 114, col. 216B-C.
23　H. Belting, Das Bild und sein Publikum in Mitteralter: Form 
und Funktion früher Bildtafeln der Passion, Berlin, 1981, pp. 
148-150; idem, “An Image and Its Function in the Liturgy: 
The Man of Sorrows in Byzantium,” DOP 34-35 (1980-81), 
p. 5.
24　A. Dmitrievskij, Opisanie liturgiceskih rukopisej, I, Kiev- 
St. Petersburg, 1895, pp. 550f.
25　P. Maas and C. A. Trypanis, Romanos Melodos. Cantica, 
Oxford, 1963, pp. 142ff.
26　菅原裕文「エレウサ型聖母子像における受難の含意」
『美術史研究』第 42冊（2004年）127-146頁。
27　A. Petrovič-Každan and A.-J. Wharton, Change in Byzan-
tine Culture in the Eleventh and Twelfth Centuries, Los 
Angeles/London, 1985, pp. 138-141.
28　A. Tuilier, Grégoire de Nazianze, La Passion du Christ, tra-
gédie, SC 149, Paris, 1969, pp. 192-197.
29　S. Sticca, “The Christos Paschon and the Byzantine The-
ater,” Comparative Drama 8 (1974), pp. 13-44.
30　G. La Piana, “The Byzantine Theater,” Speculum 11 (1936), 
pp. 171-211, esp. p. 211.
31　Tuilier, op. cit., pp. 75-116.
32　A. Vogt, “Études sur le théâtre byzantine,” Byzantion 6 
(1931), pp. 37-74.
33　Ibid., pp. 50-52 and 65-66.
34　T. Bagdanos, “Liturgical Drama in Byzantine Literature,” 
Comparative Drama 10 (1976), pp. 208-209.
35　Cormack, op. cit.; Maguire, art. cit.; N. Tsironis, “From 
Poetory to Liturgy: The Cult of the Virgin in the Middle Byz-
antine Era,” in ed. by M. Vassilaki, Images of the Mother of 
God: Perceptions of the Theotokos in Byzantium, London, 
2005, pp. 91-102; 菅原前掲論文。
36　E. Dimitrova, “Seven Streams: The Stylistic Tendencies of 
Macedonian Fresco Paintingin the 13th Century,” Niš i Vizan-
tija 6 (2007), pp. 193-207, esp. pp. 194ff.
37　Ibid., pp. 195-198.
38　П. Миљковиќ-Пепек, Делото на зографите Михаило и 
Еутихиј, Скопје, 1967, pp. 43-51.
39　Vogt, art. cit., pp. 60 and 72.
図版出典
　図 2：益田朋幸「ビザンティンの単廊式バシリカ聖堂にお
けるキリスト伝図像の配置」『エクフラシス』第 3号（2013
年）、76頁、図 2。
　他は筆者撮影。
［付記］　本稿は平成 25年度科学研究費若手研究（B）「後期
ビザンティン聖堂（13～15世紀）における儀礼化の進展」
（代表　早稲田大学　菅原裕文）による研究成果の一部を
なす。
